In recent decades, a new type of cultural upsurge surrounding kunqu 1 has arisen in Chinese language sphere, though respectively due to different reasons in Mainland China, Hong Kong, Taiwan and other Chinese diaspora.
Generally speaking it was a nice experience, the live accompaniment impressed the audience favorably, yet the performance was a little different from my former kunqu experience in China. They saved the expense to transport the essential stage properties, namely the one desk and two chairs to Berlin. Without them, two female performers seemed clumsy in showing some beautiful stylized gestures from the Peony Pavilion.
After the performance an intense interview process was held. Towards the end, the moderator Luzia Braun proposed her master-stroke to Ke Jun, director of the Jiangsu kunqu ensemble, "Herr Ke, would you tell us the most obvious difference between kunqu and Peking Opera?" "Well", Ke Jun answered determinately, "Peking Opera is entertainment, but kunqu is culture." Ke Jun's answer shocked the audience, especially those who love the Peking Opera. Why did Ke Jun make such an assertion? What led to his boldness? Since kunqu and Peking Opera are both beloved, the social status of professional performers were equally humble in imperial China as well as equally eminent nowadays, and not to mention the One Act kunqu "fleeing in the night" he staged that night is also in Peking Opera's repertoire, why did he show such an arrogance? What kind of information did he actually want to convey? Does such opinion belong to himself, his ensemble, the kunqu performance field, or much wider, even involving the whole Chinese language sphere? Does this claim merely convey a new flavor in the performance art field, or does it actually indicate some new ideological, political, or institutional tendencies? To elaborate on these questions, we may first let some internal cases into our scope.
In winter 2003, actress Liang Guyin from the Shanghai kunqu ensemble and researcher Zhang Peiheng from the Fudan University were invited to hold a conversation talking about kunqu, primarily about the Peony
Pavilion. This conversation was titled as No Such Thing Anymore-Die for One Dream, Resurrect for Another.
The title was alluding to the plot of the Peony Pavilion. Notably Zhang Peiheng was no theatre scientist, but renowned as an authority in Chinese classical philology.
Appreciating the beauty, primarily the beautiful lyrics, of Peony Pavilion and kunqu, they talked about the enthusiasm around kunqu in recent years and together emphasized kunqu's elegant drama texts and its tie-up with the elite culture 5 in the imperial China as well as in the Republic of China, especially with the Confucian scholars in the Ming and Qing Dynasties.
Yet they were no longer of the same mind when talking about how to protect and preserve kunqu. kunqu was proclaimed by the UNESCO as "masterpiece of oral and intangible heritage" in 2001. Zhang held his opinion firmly that kunqu belongs to the bygone days, and its doomed destiny is the museum. According to him, to inherit the traditional kunqu performance style should be the main task for us if we want to protect kunqu. On the contrary, the prominent actress Liang Guyin explained that she agrees with the government's policy and insists on a path to innovate kunqu.
Afterward when discussing about the charm of kunqu, Liang Guyin described a remarkable phenomenon in Taiwan: "ca. 90 percent of the kunqu audience are young people, the majority are the female, and many of them studied kunqu for more than ten years. Besides, those females devoted themselves solely to kunqu. They have no time for personal or family life as if they are married to kunqu." Liang Guyin described such an phenomenon willingly, for she is one of the most popular Mainland China kunqu teachers in Taiwan 6 . Yet
Zhang Peiheng considered such enthusiasm of kunqu, a theatre form, as crossing the border.
This case delivered us much important information about kunqu, such as its revival in recent years.
Meanwhile some questions are naturally and simultaneously formed in our brain, when we try to cope with the information delivered.
China is widely accepted as a modern society with its own attributes, which could be considered as one version of multiple modernities 7 . Yet China still shares some basic features with other modernities, such as modernity means a rigid dualistic cosmos perspective turns into a performative one. As Eisenstadt summarizes, "the emergence of a range of possible modernities takes place when what had been seen as an unchanging cosmos ceases to be taken for granted" 8 . Against such context, it seems indeed hard to persist in the idea that some performance style should or could be preserved exactly the same as it was, moreover every performance already has the performative attribute in itself. Not to mention that during the New Culture Movement & Cultural Revolution many traditional arts were seriously damaged. It is impossible to restore the traditional kunqu exactly as the one that existed even hundred years ago.
Then why does Zhang ignore the performative attributes of performance art and the trend of our time? 
General Analysis
We may set about our analysis of these questions first with a brief study of kunqu's developing history and its unique characteristics, to see if some of these questions could be settled.
A distinct feature of most Chinese traditional theatre is that for quite a long time there was no fixed drama text for them. For ages the basic texts for staging have been passed down from masters to pupils orally.
Moreover, the daily life language, such as the language for the vernacular novels, is good enough for the drama text, and therefore the performers are also capable of improvising text on the stage. On the contrary, since its birth in the Ming Dynasty, kunqu got used to the situation that the text must be created by literati with refined poetic language, and the drama text must be crowded with a large number of literary quotations, which is beyond the comprehension capacity of uneducated audience. As Zhang Peiheng also admitted, the capability to write such a text is beyond the literati and intellectuals of our age, owing to the irresistible modernization process since the beginning of the last century.
6 Since 1990s kunqu performers from Shanghai kunqu ensemble as well as nonprofit kunqu scholars (those exclusively take interest in the melody and the complicated articulation methods) were invited to Taiwan to be the teachers. Before that, the stage in Taiwan Furthermore, though declined since late Qing Dynasty, kunqu is widely acknowledged as the mother of all the Chinese folk theatre which are still active nowadays. In history it has indeed nurtured most of the Chinese folk theatre we know today, such as the much beloved Sichuan Opera, Peking Opera, Shaoxing Opera etc.
According to the brief introduction of kunqu's characteristics above, one conclusion can be drawn that kunqu indeed deserves our respect and protection. This should be one reason for Zhang Peiheng's concern and his conservative opinion against the government's policy. Zhang finds it unwise to renovate this living fossil, moreover he can't identify the innovation with the protection.
As many researchers demonstrate, kunqu's beauty and charm are established on its characteristics and its history. Not to mention the other attributes, such as the lyrics of the Peony Pavilion, would fascinate the reader.
Though declined and even was on the edge of death in the 1950s, in recent decades more and more people in Mainland China as well as in Taiwan obtain fair pleasure and consolation appreciating the texts of kunqu, learning its melodies, its phonological rules, its articulation methods and the traditional stylized performance.
However, this is still not convincing enough to explain the enthusiasm surrounding kunqu or the female Taiwanese's subtle emotions to it. There must be something else, some other crucial factors against the ideological as well as the political context. Let's first focus on Taiwan.
kunqu in a Burgeoning Feministic Modernity
On 13th October 2011 the BBC journalist Cindy Sui made a special topic report keeping traditional
Chinese culture alive 12 . In this article, she wrote that "Taiwanese people are proud of the way they have preserved traditional Chinese culture." Nowadays Taiwan is worldwide accepted as symbol for loving and preserving traditional culture. Yet this is actually a relatively new phenomenon, which is around since the 1970s.
As Xu Zhi-yuan, Chen Jun-rong, Lin Yao-de, Wang An-qi and many other researchers elaborated 13 , due to the stimulation of the decision by the United Nations that Taiwan was no longer accepted as an independent nation since 1971, the cultural fashion in Taiwan President Chiang Kai-shek did not manage to take kunqu performers to Taiwan in the 1949 14 . The reason was explained above, namely at that time, kunqu was on the edge of being lost. In a hurry there was not enough time for President Chiang Kai-shek to search for the kunqu performers lost in the vast folk. Though some old scholars who flied to Taiwan were able to sing many melodies from kunqu, they were no professional performers.
The relationship across the straits was rather serious for decades. Up to the 1990s, Mainland China and Taiwan finally began to communicate with each other, above all in the cultural sphere. In the year 1991 kunqu was for the first time brought to Taiwan by the Shanghai kunqu ensemble. Nevertheless it is still difficult to understand the Taiwanese females' border-crossing love to kunqu, because such behavior is quite different from other kunqu lovers in other Chinese diaspora.
In order to study the effect of Bai Xianyong's Youth Peony Pavilion I surfed a long time on the Internet, reading reports as well as reviews written by the audience. Quite typical is an article written by an American
Chinese who described her personal experiences after watching the staging of Bai Xianyong's Youth Peony Pavilion in New York. She wrote, "(I and my husband) were watching the performance, suddenly the sweet feelings to each other that lost in our marriage years ago emerged in our heart." kunqu helped her marriage. Owing to this, this female might set up the journey to learn more about kunqu, use the internet platform to get more information and to communicate with the others, watch more kunqu performances, even pay visit to kunqu lovers' groups as well as kunqu scholars, and constantly achieve pleasure by appreciating and learning kunqu, just like me and many other young people. From the case above we can infer that three main forces are to be observed in the kunqu's upsurge in China. Namely the central government and some kunqu performers; the local government together with all kinds of commercial groups; and the non-governmental forces, which include some intellectuals, Qu You (kunqu adherents) and kunqu lovers. Besides these three main forces some audience as well as some scholars are also participating the discussion. In the kunqu upsurge these three main forces with respective goals are fiercely incompatible with each other.
As a performing art, kunqu has the performative attribute in itself. Besides, because of the New Culture Movement, the Great Proletarian Cultural Revolution and the irresistible modernization since the beginning of the last century many traditional arts were seriously damaged, it is impossible to restore the traditional kunqu exactly the same way as they existed even only one hundred years ago, then why are those scholars thoroughly disapprove of the innovation policy of the central government? What on earth lead to their uneasiness? Scholars of commercial groups including the local governments began to investigate in kunqu and together with the mass media advanced the upsurge. As Marty Roth summarized, the compulsion to seize the past through memory can be seen in several forms, and two of them hit China, namely the "dedication by the mass media to reconstructing and re-staging history" 30 as well as "the development of modern tourism, heritage sites and industries".
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The kunqu scholars have learned what they believe to be the authentic kunqu from their teachers and are ready to teach the newcomers, the young kunqu lovers. This is a non-governmental way to preserve Chinese traditional culture. My teacher Liu Xuan-tu was one of those celebrated kunqu scholars. She was descendant of a notable family and worked as an art editor since 1949 in Shanghai. Virtually the ebb and flow of kunqu in mass media are indifferent for them, yet they could not stand the destructive commercial utilization of kunqu by the local governments as well as by the professional kunqu ensembles for commercial profit, such as endless commercial performances which was called kunqu yet were delivered in a kitsch, haphazard way. Moreover, Resembling the females in Taiwan, individuals in Mainland China also need some emotional balance to project individual desires and reverie, to redeem various alienation and the pressure in this vertical modernity.
To resist the alienation of the market society, to protest kunqu against the commodification trend that tries to make profit from the intangible heritage, and to establish some new spiritual homeland in this lost modernity, all these wishes finally together generate the non-cooperative attitude toward the government's modernization plan of kunqu. These are the deep reasons for the petition to preserve the imagined authentic kunqu. The search for the spirit home is projected on Kunqu. Though their efforts might finally still be utilized by the mass media to reconstruct and re-stag history, which finally serves the market society.
To sum up, against the global trend of culture heritage nationalization context, via the new media platform, the performative staging of individual emotions and reverie in the market society 33 , the longings to redeem various alienation in a vertical modernity 34 , as well as the yearnings for emotional balance in a burgeoning feministic modernity, all integrate with each other and together generate a restless transforming memory for kunqu. Just like a misty veil, this complex, contentious, contradictory and long-lasting collective memory-making process blurs kunqu's appearance, expands its layers, and ultimately generates a cultural myth.
Just as Astrid Erll 35 analyzes, collective memory making process is "the interplay of present and past in socio-cultural context". It is incontestable that the upsurge surrounding kunqu and other classical culture 32 See from http://falling-walls.com/lectures/wang-hui-2/. 33 As elaborated by Michael Sandel, the term market society differs from market economy by implying that capitalist market economics influences not just the exchange of goods and services in a society, but also directly impacts and helps shape the personal attitudes, lifestyles, and political views of its people. 34 To learn more about Multiple Modernities please refer to S. N. Eisenstadt, Daedalus, Vol. 129 
